Abstract
On the television programme Eye on Dance (Ipiotis, 1988) The explicitly American strain in de Mille's work makes it a natural place to think about national identity in dance. De Mille scholar Barbara Barker argues that 'throughout her life […] and in the dances that followed, de Mille searched for the intrinsic American' (Barker 1996: 142) . Yet in addition to the explicitly America-themed material she chose, her choreography performs national identity through its use of gesture -informed by de Mille's interest in folk dance and the collective unconscious. In an interview on the television programme "Day at Night" (1973 Night" ( -1974 , de Mille describes the ineffably American quality within her work:
I had a certain quality and John Martin, who was then the critic of The New York Times, said 'I don't know whether to laugh or to cry but it makes me choke up because it reminds me of things that happened before I was born'. And so that was nice. Oh! And the best criticism I ever had was from Jacob Javits, who saw me do this, and he said 'when you crossed the stage and do this' [she salutes her temple with her right index finger], he said ' know why I'm an American '. (cunytv75 2011) It is this act of recognition that interests me. How does one see de Mille's choreography and recognize its intrinsic Americanness? How did de Mille's choreographic process allow for the expression of national identity through gesture? Focusing on the 'Civil War Ballet' from Bloomer Girl (1944) , i I will explore these questions.
In de Mille's work it is possible to locate the cultural production of national identity. Drawing upon dance scholar Susan Leigh Foster's theory of 'bodily writing' allows one to see how the body writes national identity through gesture and how national identity is written upon the body by the choreography (1995: 15 that she knew not just from where and when to borrow, but how to bend these borrowed forms to her particular vision -which itself was a melting pot of influences much like America itself.
De Mille was concerned with the process of making dances by manipulating the collective unconscious. 'The individual as a personality, then, has his own code in space and rhythm', she wrote. 'It is evolved from his life history and from his race memory or, as Jung calls it, the collective unconscious. It is just the manipulation of these suggestions through time-space that is the material of choreography ' (de Mille and Aloff 2011: 151) .
Viewed in this light, it becomes difficult to separate de Mille's choreography from its sociocultural roots, or from the ways that the dancing body (re)presents national and social identity. Everyday gesture becomes a basis for dance movement. De Mille was concerned with the semantics of gesture, writing, 'We were adding gestures and rhythms we had grown up with [...] . This is not a triviality; it is the seed and base of the whole choreographic organization. If dance gesture means anything, it means the life behind the movement' (Easton 1996: 138) . humor in the war ballet was deliberate and stubborn. They kept clamoring for the exultant side of war ' (de Mille 1956: 198) . The placement of the ballet late in the musical's second act fits nicely with the plot, although the ballet's tone and seriousness is at odds with the ebullience of the rest of the show. The sudden shift from musical comedy to de
Mille's dance drama explains the pressure on her to change the ballet. However, she was determined to tell a story that contradicted the prevalent, sanctioned one: 'This is not the way the history books will tell the war story, but this is the way we knew it ' (de Mille 1956: 145) . Despite her insistence upon showing the true cost of war, de Mille also allowed that 'the ideas of freedom, patriotism and brotherhood might be considered and even mentioned, albeit, indirectly', which made her ballet more compatible with accepted notions of national identity of the time (1956: 193) .
De Mille gets a lot of mileage out of a fairly limited movement vocabulary in the 'Civil War Ballet'. The choreography's reliance on gesture, stillness, walking and folk dance means that there is very little technical dance movement within its structure. The few dance movements that de Mille uses stand out for the expressionistic quality they demonstrate. Through the use of repetition, she is able to produce different emotional effects with the same dance step or gesture. This is particularly evident in the soldier's gesture that opens the second section of the ballet, which is repeated first by one woman, then the woman in black, and finally by the entire group at the ballet's end. The gesture first signals a call to arms, then becomes a tragic movement, before finally evolving into a celebratory one. The progression of this one gesture encapsulates the broader emotional development of the dance.
In this ballet, gesture becomes more important than traditional dance movement to express the emotional life of the characters. Foster, writing about solo dance artists of the early twentieth century such as de Mille, argued that 'all these dances focused on the danced character's internal experience. Rather than define the character, dance movement manifested an interior process undergone by the character during performance' (Foster 1986: 149) . De Mille's use of gesture thus becomes an examination of deep impulses. of itself -not only the men away at war, but also the myriad domestic stories of loss that
